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Abstract:	 Skibska	 Anna	 Maria,	 Noc	 Walpurgi	 (The	 Walpurgis	 Night): A New Variation 






Goethe’s	Faust,	Mann’s	The Magic Mountain,	Bulgakov’s	The Master and Margarita,	Wagner’s	
Ride of the Valkyries,	 and	 Puccini’s	Turandot,	 and	 the	 film	 noir	 poetics	 elaborated	 in	 the	 40s	
1	The	quotation	is	derived	from	a	monograph	by	Harry	Zohn	devoted	to	the	rather	contro-
versial	biography	of	the	famous	Vienna	satirist	(Zohn	1997:	54),	whose	life	is	also	presented	









1. A short introduction
In	the	initial	part	of	the	essay,	a	paradoxical	aspect	of	the	titular	theme	
must	 be	 revealed,	 and	 subsequently	 commented	 from	 the	 view-point	 of	









genocide	 theme	 stands	 for	 a	 serious	warning	against	 the	 real	possibility	
concerning	the	repetition	of	the	past3,	and	it	preserves	the	absent	experi-
ence	of	those	who	were	slaughtered	and	those	who	survived	the	horror	of	




2	Consolidation-in-work	itself	must	be	concentrated	on	the	future	 that	 is	 to	come,	and	
this	future,	assumed	as	unknown	yet	more	than	expected	one,	should	be	always	determined	
by	the	past.
3	It	 is	worth	 emphasizing	 that	 this	 repetition	 is	 conditioned	 by	 the	 double	 process	 of	
repression	and	suppression	(in	their	psychoanalytical	sense)	elaborated	by	Jacques	Derrida	
in	his	reflections	on	the	archive	phenomenon,	in	which	the	thinker	states	that	“Without	the	
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Among	a	growing	number	of	its	representations,	one	must	recognize	Noc 
















in	Gdynia	 on	 the	 25th	 of	 September	 20155.	 The	 storyline,	 derived	 from	
the	monodrama	Diva	by	Magdalena	Gauer6,	 is	very	 simple	and	consists	






























































very	 anxious	 about	 the	movie	 status	 for	 there	was	 a	 serious	 fear	 that	 it	
would	transform	into	another	theatre	of	television),	one	has	to	concentrate	
on	the	initial	details	which	traditionally	manifest	 the	basic,	however,	es-
sential	 data	 of	 the	 presented	 event:	 it’s	 the	 evening	 of	 the	 30th	 of	April	
1969;	the	action	takes	place	in	the	Opera	Theatre	in	Switzerland12.	A	young	
journalist	Robert	(aged	27),	played	by	Philippe	Tłokiński	(a	promising	ac-










The	 very	 first	 reaction	 of	 the	 despotic	 and	 cynical	 diva	 to	 the	 un-
expected	 guest	 is	 her	 attempt	 to	 get	 rid	 of	 the	 intruder	 by	 the	 Polish	
unparliamentary	 word	 “spierdalaj”	 (‘fuck	 off’).	 The	 scene	 itself	 casts	










dressing	maid	 of	 Italian	 origin	 (played	 by	Monika	Mariotti)	 because	 she	mentions	Polish	
concentration	camps.























is	 a	beginning	composer,	who	dreams	on	a	great	career	 in	 the	musical	
world,	which	 simply	 could	 quicken	 at	 the	 famous	 opera	 singer’s	 side.	




by	 some	Polish	 family	before	Nora	was	 transferred	 to	Auschwitz.	The	
scene	 of	 recognition,	 constructed	 by	 a	 clear	 analogy	 to	 the	Greek	 an-








	   Noc	Walpurgi (The	Walpurgis	Night): A New Variation  on the Theme	 289
previously	dismayed	the	planned	interview,	although	the	finally	exposed	
suggestion	 regarding	 the	 dark	 atmosphere	 of	 incest	 deeply	 sets	 in	 the	
spectators’	consciousness.	Moreover,	the	witnesses	to	this	gloomy	series	
of	events	are	to	face	the	irony	of	coincidence,	without	which	the	aestheti-
cal	dominant	 feature	of	 the	 film	would	be	 rather	abortive	or	pointless,	



















struktury	 wewnętrznej	 niezwykle	 spójnej,	 struktury	 właśnie	 jako	 całości	 tragicznej	 (…)	
w	wyższym	sensie,	poprzez	zaprzeczenie	tragizmu”	(Łaguna	1984:	60–61).
17	„Despite	all	the	efforts	of	the	prosecution,	everybody	could	see	that	this	man	[Eich-
mann	 –	A.M.S.]	was	 not	 a	 ‘monster,’	 but	 it	was	 difficult	 indeed	 to	 suspect	 that	 he	was	
clown.	And	since	this	suspicion	would	have	been	fatal	to	the	entire	enterprise,	and	was	also	

























































the	 theme	of	 the	Holocaust,	 if	 it	 is	going	 to	preserve	 in	our	multicultural	




















with	 good,	 despair	 with	 hope,	 death	 with	 life,	 irrational	 with	 rational,	
darkness	with	light,	sublime	with	counter-sublime,	tragedy	with	comedy,	
















Yet	 this	dialectical	process	of	development	 is	based	not	only	on	 the	
self’s	destruction:	it	also	demands	the	other’s	destruction	that	is	perfectly	













The Master and Margarita by	Mikhail	Bulgakov.




ter	of	 the	 first	part	of	 the	novel	with	 the	 title,	 and	 finds	 its	 culmination	














noir	 (I	will	 return	 to	 this	 issue	 in	 the	 last	passages	of	my	essay),	which	
clearly	 determines	Nora’s	manners	 of	 acting	 and	 behaviour	 (along	with	
diva’s	sneering	attitude	towards	Robert)24.					
In	the	well-known	(23.)	chapter	of	The Master and Margarita,	entitled	
“The	Spring	Ball	of	the	Full	Moon25”	and	being	a	reminiscent	of	Goethe’s	




























subsequently	 transferred	onto	 the	 stage	by	Goethe),	who	 tried	 to	mirror	
Haft Peykar	(The Seven Beauties),	written	in	the	12th	century	by	the	Per-
sian	poet	Nizami,	the	author	of	the	original	story	of	Turan-Dokth	(daughter	
of	Turan)27.	The	titular	character	is	the	Cold	Princess,	who	is	known	from	
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film:	its	focal	point	refers	to	the	scene	of	recognition,	the	fatal	scene	that	
announces	death.	In	the	final	episodes	of	Noc Walpurgi,	Nora	learns,	meta-


























28	Especially	Mann,	who	in	The Magic Mountain refers	to	Verdi’s	Aida,	Schubert’s	Win-
ter Journey,	Wagner’s	Tristan and Iseult,	and	Debussy’s	Prelude to the Afternoon of a Faun.	
In	Bulgakov,	 the	presence	of	musical	 contexts	 seems	much	more	distorted,	 since	 they	are	
wholly	submitted	to	the	opaque,	grotesque	vision	of	the	world,	in	which	Johann	Strauss	(the	
Ball	scene)	attempts	to	conduct	the	jazz	orchestra.		
29	For	more	 details,	 v.	Wojciechowski’s	 commentary	 in:	Szczerość	 za	 szczerość.	Blok	








to	 the	role	of	Nora	Sadler.	Thus	 in	one	of	 the	 interviews,	Zajączkowska	
admits	that




The	 diva’s	 sensitivity,	mutilated	 by	 the	Holocaust,	 and	 deeply	 con-
cealed	under	a	veneer	of	cynical	churlishness	and	overwhelming	brutality,	
is	also	a	 result	of	 the	aforementioned	 inspirations,	which	 inscribe	 them-
selves	to	the	archive	in	order	to	shape	the	(unexpected)	future	of	the	past.
In	any	case,	there	would	be	no	future	without	repetition	and	thus,	as	Freud	might	say	
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